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ABSTRACT OF DMA PROJECT

PASSACAGLIA AND ITS RELATED FORMS: BEFORE, DURING, AND AFTER
18TH CENTURY BAROQUE AND PROGRAM NOTES
The purpose of this project is to inform readers of the importance musicology has in
informing one’s own learning experience as a performer and listener. As an expression of
this exercise, I’ve focused on the history of the passacaglia in Europe from its origins in
Spain to its culmination in the music of Paul Hindemith (1895-1963). Through the
process of learning about different renditions of passacaglia through musical analysis and
comparisons with contemporary art movements and their legacies, I hope the results of
what are shown displays an urgent appreciation for applying a more nuanced and
openminded approach to the music just covered, a practice that can be continued in future
performances.
Part II of this project contains programs and original notes of recitals given from
the Spring 2017 semester to December 2019.
KEYWORDS: Girolamo Montesardo, Heinrich Franz Ignaz Biber, Paul Hindemith,
passacaglia, theme and variations
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PART I, PASSACAGLIA AND ITS RELATED FORMS: BEFORE, DURING, AND
AFTER 18TH CENTURY BAROQUE
Chapter 1: Introduction
Throughout the history of European music, the passacaglia has been a common
compositional model for composers. Beginning as a song and dance style from Spain
(with unproven origins in Latin America or the Moor Empire), the passacaglia would
have been popular amongst lower-class society, along the early sarabande and chaconne.
Notated in 1606, Italian guitarist Girolamo Montesardo introduced the dances to greater
Europe, and in the Baroque and Enlightenment they developed into musical genres noted
for instrumental and emotional virtuosity. While Classical composer Luigi Boccherini
would return to Spanish-styled passacaglia in his chamber music, the form’s next
significant appearance was not until the advent of 20th Century Neoclassicism. Learning
the history of the passacaglia and its related forms beyond the Baroque is essential to
encourage a more informed performance experience applicable to a variety of styles.

1.1: Documents Discussed
For this project, I intend to discuss the passacaglia’s appearance in Spain, Austria
and Germany from the Renaissance up to the 20th Century. The first documentation of the
passacaglia comes from Montesardo’s 1606 instructional treatise titled Nuova Invention
d’Intavolantura per sonare li balletti sopra la Chitarra Spagniuola. Austrian Baroque
composer Heinrich Biber is most famous for the Rosary Sonatas, a collection of dance
suites for violin and continuo that have recently experienced a revival. Classical Italian-

1

Spanish composer Luigi Boccherini is a comparatively stylistic outlier, his String Quintet
in Op. 30 No. 6 being an instrumental passacaglia in the style of its original Spanish
form. The final movement of Paul Hindemith’s Sonata for Solo Viola Op. 31 No. 4 was
written in 1923 but is distinctly Baroque-inspired, its theme and variations structure
mirroring the solo violin music of J.S. Bach.

1.2: Literature Discussed
Musical style is influenced by and influences its cultural surroundings. In
Renaissance Spain, music was a frequent subject for famed author Miguel de Cervantes,
his commentary in Don Quixote informing the reader of his personal opinions and
observations, as well as providing a convenient means of character development.
Baroque music indebted to Enlightenment scholars, the pseudo-scientific theories by
Athanasius Kircher and Johann Mattheson encouraging composers towards a more
formulaic method of composition with an emphasis on rhetorical communication. Paul
Hindemith’s musical style and philosophy is closely tied with New Objectivity, a 20th
Century German art movement characterized by its emotional approachability, utilitarian
style and social commentary.

2

Chapter 2: Origins Before and During the Spanish Renaissance
Many dance forms popular in Europe during the 18th Century originate in
Renaissance Spain with an earlier history in the New World colonies.1 Conflicting
hypothesis of origin have been proposed through linguistic cognates, an entry from the
Dictionairre Universel proposing the sarabande as having a linguistic relationship from
the Persian term sar-band, while the Grande Dizionario della Lingua Italiana credits the
chaconne as coming from chacota, a peasant dance native to Portugal. 2,3 In contrast,
firsthand accounts by colonial missionaries and researched by 20th Century scholars
speculate that several popular Spanish dances appeared during the Age of Discovery. The
first recorded New World documentation of the sarabande comes from a 1539 poem by
Spanish missionary and poet Fernando de Guzman Mejia, while the Encyclopedie de la
Musique et Dictionnaire du Conservatoire theorizes that the chaconne is named after
indigenous tribes from Chaco, Argentina.4 In a 2009 editorial, J. Peter Burkholder
proposes New World origins, its historical obscurity likely contributed by the sustained
absence of scholarly interest in Latin American music, and the differences between
Indigenous oral tradition and European practices of historical documentation.5 The first
documents in mainland Europe that confirm the existence and descriptions of these
dances appear in Spanish literature and government policy.

1

J. Peter Burkholder, “Music of the Americas and Historical Narratives,” American Music Vol. 27 no. 4
(Winter 2009): 406.
2
Robert Stevenson, “The First Dated Mention of the Sarabande,” Journal of the American Musicological
Society 5, no. 1 (Spring 1952): 29.
3
Thomas Walker, “Ciaccona and Passacaglia: Remarks on Their Origin and Early History,” Journal of the
American Musicological Society 21, no. 3 (Autumn 1968): 304.
4
Richard Hudson and Meredith Ellis Little, “Sarabande,” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.24574 (accessed June 2, 2020).
5
Burkholder, “Historical Narratives,” 400.
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Dance genres in Renaissance Spain were categorized into two contrasting styles.
The danza is defined by light and graceful movements with the feet, while bailes were
danced with the entire body.6 The zarabanda and ciaconna in particular are categorized
into the latter, their liveliness contrasting from their more eventual stately Baroque
incarnations. Their popularity amongst commoners resulted in government intervention;
in 1583 and 1599 Spanish monarch Philip II and his successor Philip III banned the
dances from public practice, deriding their moral content for “exciting bad emotions.”7

2.1: Miguel de Cervantes
Spanish author Miguel de Cervantes (1547-1616) frequently commentated on
contemporary music and dance culture in his literary works, his characters often
recognizing contemporary trends and customs. In his novel The Ingenious Gentleman
Don Quixote of La Mancha, the titular character and his squire Sancho Panza value a
musical education not only for its cultural worth but as an expression of chivalry, the
former decrying,
“For I desire that thou shouldst know… that all of most of the knights
errant of earlier times were great Troubadours and notable musicians; that
these two arts or, rather, accomplishments are consorted with wandering
lovers.”8
In Book II of Don Quixote, Sancho Panza is made the governor of an imaginary kingdom
and required to enact his own edicts. After consultation with Don Quixote, the squire

6

Charles Haywood, “Cervantes and Music,” Hispania 31, no. 2 (May, 1948): 147.
Jeffrey Pulver, “The Ancient Dance-Forms,” Proceedings of the Musical Association 39 (1912-1913): 19.
8
Miguel de Cervantes, “Chapter XXIII” in The History of Don Quixote, Vol. I (2004: Project Gutenberg)
quoted in Edgar Istel and Theodore Baker, “The Music in ‘Don Quixote’,” Musical Quarterly 13, no. 3
(July 1927): 434.
7

4

establishes a musically moral standard that closely resembles the decrees established by
Spain, an excerpt of his constitution stating,
“…He imposed severe penalties upon all those that should sing or vend
lewd and immoral songs and romances, either in the open day, or in the
dusk of the evening, and also forbade all blind people the singing of
miracles in rhymes, unless they produced authentic testimonies of their
truth.”9
Apart from character development, Cervantes’s characters are able to observe
contemporary practices. In his short story El Celoso Extremeño, two characters describe a
preference for singing with instruments; in a conversation with the musically gifted Luis,
the character Loaysa describes the importance of singing with a guitar,
“It is a thousand pities that a voice like yours should be lost for want of the
accompaniment of the guitar; for I would have you know, brother Luis,
that the finest voice in the world loses its perfection when it is not
accompanied by some instruments, be it guitar or clavichord, organ or
harp.”10
2.2: Nuova Inventione d’Intavolatura
The earliest dedicated instrumental documentation of Spanish dance music is
credited to Italian composer and guitarist Girolamo Montesardo (fl. 1606-1620).
Published in 1606, his tablature Nuova Invention d’Intavolatura per Sonare li Balletti
Sopra la Chitarra Spagniuola is a collection of chord progressions for five-string Spanish
guitar. Though not written in standard notation, Montesardo indicates rhythms and phrase
structures through letters. In the song “La Calata”, the chord progression is written in

9

Miguel de Cervantes, “Chapter LI” in The History of Don Quixote, Vol. II (Project Gutenberg, 2004)
quoted in Haywood, “Cervantes and Music,” 134.
10
Miguel de Cervantes, “The Jealous Estramaduran” in The Exemplary novels of Cervantes (Project
Gutenberg, 2004) quoted in Haywood, “Cervantes and Music,” 139.
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eight measures, marked with lower and upper case letters over a line stave (Ex. 1). Lex
Eisenhard’s transcription of “La Calata” in Italian Guitar Music of the Seventeenth
Century translates the lettered notation into the harmonic progression of I-IV-I-V-I-IV-IV-I in duple time (Fig. 1). Upper and lower case lettering indicate rhythm, the former
equating to twice the rhythmic value of the latter. Nuova Inventione additionally includes
harmonies and rhythmic guides for other popular Spanish dances including the
zarabanda, ciaconna and saltarello.

Example 1: Girolamo Montesardo, “La Calata” in Nuova Inventione, 45.

6

Figure 1: Eisenhardt, Italian Guitar Music of the Seventeenth Century, 83.

Chapter 3: Enlightenment Theories and Baroque Europe
While many song and dance styles popular in Renaissance Spain were associated
with the lower class, Baroque interpretations of Spanish trends were associated with the
Enlightenment. The study of affect-driven music is a common Enlightenment topic that
theorizes the emotional properties inherent to scales, intervals, harmonies and rhythms.11
This rational approach to musical emotion innovates upon practices introduced by
Classical Greek philosophy and drama.

11

George J. Below, “Affects, theory of the.” Grove Music Online,
https://doi.org/10.1093/gmo/9781561592630.article.24574 (accessed June 2, 2020).
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Formulaic, narrative-based music is an 18th Century expression of Greek mimesis
and ethos, rhetorical concepts in philosophy and drama discussed by Aristotle and Plato.
Within an artistic context, mimesis is defined as the process that represents real world
experience, its influence upon a listener’s emotional state the resulting ethos.12 In
Politics, Aristotle describes the mimetic properties within music noting that, “Rhythm
and melody supply imitations of anger and gentleness, and also of courage and
temperance, and of all the qualities contrary to these, and of the other qualities of
character, which hardly fall short of the actual affections.” Aristotle already speculated
associating specific emotions with scale collections noting that, “…even in mere
melodies there is an imitation of character, for the musical modes differ essentially from
one another, and those who hear them are differently affected by each…”13 Aristotle’s
observations on modes are still practiced in the present day, with the seven Greek modes
selectively used in present day popular musical genres.14

3.1: Musurgia Universalis
Aristotle’s affectual theories were further developed with the Enlightenment, with
Baroque composers translating their findings into musical contexts. First published in
1650, the Musurgia Universalis by Jesuit polymath Athanasius Kircher (1601-1680) was
one of the first comprehensive music encyclopedias, its subject matter ranging from

12

Thomas J. Matthiessen, “Mimesis,” Grove Music Online, https://doiorg.ezproxy.uky.edu/10.1093/gmo/9781561592630.article.18722 (accessed June 2, 2020).
13
Aristotle, Complete Works of Aristotle: The Revised Oxford Translation, ed. Jonathan Barnes, Vol. 2
(Princeton: Princeton University Press, 2014), 2126.
14
D. Romas, J.L.O. Bueno and E. Bigand, “Manipulating Greek musical modes and tempo affects
perceived musical emotion in musicians and nonmusicians,” Brazilian Journal of Medical and Biological
Research 44, no. 2 (February 2011): 166.
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speculative instrumental schematics, anatomical studies, and early forms of music history
and theory. Kircher’s rendition of an affectual doctrine is included in Volume 5 of
Musurgia, his preface resembling Aristotle’s original proposals,
“Our musical figures are and function like the embellishments, tropes, and
the varied manners of speech in rhetoric. For just as the orator moves the
listener through an artful arrangement of tropes… so too music moves the
listener through an artful combination of the musical phrases and
passages.”15
Kircher’s position as a senior member of the Society of Jesus was especially beneficial
towards his research, his correspondences with religious chapters abroad supplementing
his findings in the Musurgia. In one example, he hypothesizes a series of universal
musical laws as defined by common musical practices across cultures,
“I have said that the diatonic mode is natural above the others, because I
see that it occurs naturally in the songs of all the people in the world, as,
for instance, was made plain from the various examples I gathered here in
Rome from 1645 from Fathers of our Society from congregations across
the whole world… From these it will be clear that nature teaches men the
diatonic genus.”16
The Musurgia would be disseminated through Jesuit chapters; published in Latin,
German Baroque composers would encounter the treatise, integrating its documented
melodies into original music.

3.2: Affect as Described by Johann Mattheson

15

Athanasius Kircher, Musurgia Universalis, Vol. 5, De Symphoniurgia (Rome: 1650) 366, quoted in
Dietrich Bartel, Musica Poetica: Musical-Rhetorical Figures in German Baroque Music, (Lincoln:
University of Nebraska Press, 1997), 107.
16
Athansius Kircher, quoted in John W. O’Malley, The Jesuits: Cultures, Sciences and the Arts, (Toronto:
University of Toronto Press, 2015), 107.
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A more thorough study of musical affect comes from Johann Mattheson’s Der
Volkommene Capellmeister, a 1739 treatise intended as a practical guide for composing.17
Like Aristotle and Kircher, Mattheson includes a catalogue of harmonies and scales with
their respective emotional reactions, and additionally documents the emotional responses
of dances and rhythms, some of his findings reflecting historical opinion. In Hans
Lenneberg’s translation of Der Volkommene Capellmeister, Mattheson notes the stylistic
similarities between chaconne and passacaglia, acknowledging their stylistic similarities
and reputations as an enjoyable yet superficial Spanish dance,
“133. The largest among the dance-melodies is probably the ciaconna,
chaconne, with its brother or sister, the passagaglio or passecaille.
134. The chaconne is both danced and sung, sometimes simultaneously.
When dance and song alternate with each other, the chaconne gives a
certain amount of pleasure. However, it always produces satiety rather
than a pleasant taste. Everyone knows how easily satiety gives rise to
disgust and loathing, and he who wishes to achieve this affect need only to
a make a couple of chaconnes in order to attain this goal.”18
While the study of musical affect was popular amongst Enlightenment scholars,
the results of their findings and assessments remain varied; for example, Mattheson
interprets the key of F-Major as having a quality associated with “beautiful” while the
French composer Marc-Antoine Charpentier (1643-1704) contrastingly interprets it as
“furious.”19 The lack of a consensus to the musical/emotional formula can potentially
hinder attempts to objectively decipher a composer’s communicative intentions, but

17

Johann Mattheson, “Concerning the Disposition, Elaboration, and Decoration of Melodies” from Der
Vollkommene Capellmeister (1739), quoted in Hans Lenneberg, “Johann Mattheson on Affect and Rhetoric
in Music,” Journal of Music Theory 2, no. 1 (April 1958): 47.
18
Lenneberg, “Rhetoric in Music,” 67.
19
Colin Lawson, The Historical Performance of Music, (Cambridge: Cambridge University Press, 1999),
30.
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contrastingly may heighten the significance of a composition’s decisions into key,
rhythm, and harmony.

3.3: Heinrich Franz Ignaz Biber
For Baroque composer Heinrich Biber (1644-1704), a theological and
Enlightenment upbringing contributed to a musical style that was intellectually relevant,
and uniquely personal. Born in Bohemia, Biber began his musical education in the early
1660s at a Jesuit Gymnasium.20 Most of his career centered around his 1679 appointment
as kapellmeister in Salzburg, and he seldom toured abroad. As a Jesuit, he would
supplement his middle name with Franz Ignaz, homages to Jesuit founders Ignatius of
Loyala and Francis Xavier.21 His Jesuit affiliation directly affected his musical style; his
encounter with Kircher’s treatise would be influential for Biber’s overall musical identity
as well as a source for musical quotation.

3.4: Kircher’s Influence on Biber’s Sonata Violiono Solo Representiva
The 1669 composition Sonata Violiono Solo Representiva for violin and continuo
displays Biber’s preference for program music and knowledge of Kircher’s treatise. In
contrast to a typical Baroque dance suite, its movements are unconventional, an exception
being the stately opening prelude resembling a traditional French overture. Other
compositional choices are contrastingly experimental, with the final movement being an
allemande, and the middle movements named after the sounds of animals, such as
20

Elias Eann, “Biber, Heinrich Ignaz Franz von,” Grove Music Online, https://doiorg.ezproxy.uky.edu/10.1093/gmo/9781561592630.article.03037 (accessed May 29, 2020).
21
Garry Clarke, liner notes for Biber-Mensa Sonora, by Heinrich Ignaz Franz von Biber, Baroque Band,
Cedillé CDR 116, 2009, compact disc.
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“Nightingale” and “Cuckoo” (Ex. 2, 3). Biber’s knowledge of Kircher’s treatise is
presented through quotation; his nightingale call is rhythmically and melodically identical
to what is seen in the Musurgia (Fig. 2). Biber’s fifth movement titled “Cock and Hen”
begins with a rooster call, its dotted eight and sixteenth-note figure (Fig. 5) metrically
similar to Kircher’s illustration ( “B” in Fig. 2).

As a piece inspired by animal calls, the Sonata Violiono Solo Representiva
represents an early form of nonnarrative program music. Narratively, the music does not
describe or detail animals beyond their vocalizations; instead of being the main thematic
or melodic material of a movement, the opening melodies provide an introduction into
the “manmade” musical inventions of character, harmony and rhythm. If musical
program is an adaptation of dramatic rhetoric as proposed by Aristotle, then Biber’s
sonata is an exercise in mimesis, a presentation of reality (animal calls) reinterpreted into
a human experience (musical structure).

12

Example 2: Biber, Sonata Solo Representiva, II. “Nachtigal”, mm.38-40.

Example 3: Biber, Sonata Solo Representiva, III. “CuCu”, mm.63-67.

Example 4: Biber, Sonata Solo Representiva, IV. “Die Henne”, mm.113-114.

13

Figure 2: Athansius Kircher, Musurgia Universalis, Vol 1 (Rome: 1650), 30-31.
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3.5: Rosary Sonatas
Though a successful composer of secular music, Biber is better known as a
composer of sacred music. One of his most ambitious works is the Rosary Sonatas, a
collection of short dance suites for violin and continuo. Composed around 1676, the
Rosary or Copperplate sonatas are thematically inspired by the Mysteries of the Rosary,
traditional liturgical events depicting the life and death of Jesus.22 With exception of the
final entry, the first fifteen of the sixteen compositions are categorized into the Sorrowful,
Glorious and Luminous Mysteries, each suite named after a specific religious theme such
as Sonata No. 2 titled “Visitation”, or Sonata No. 8 named “The Crown of Thorns.” Each
sonata is prefaced with a title and an illustration and modelled as a dance, the affectual
program exercised through harmony and rhythm.23

3.6: Sonata No. 16 “Guardian Angel”
The last entry in the Rosary Sonatas is a one-movement passacaglia for solo
violin. Although untitled, many performances and recordings subtitle the piece the
“Guardian Angel” after the manuscript’s accompanying illustration (Ex. 5). Biber’s
Baroque rendition of the passacaglia takes inspiration from contrasting cultures and eras,
borrowing from Spanish-like repetition, medieval practices of melodic borrowing, and
contemporaneous Enlightenment studies on musical character. A rendition of theme and
variations, Baroque passacaglia are suitable for affectual studies, encouraging contrasting

22

Roseen Giles, “Physicality and Devotion in Heinrich Ignaz Franz Biber’s Rosary Sonatas,” Yale Journal
of Music and Religion 4, no. 2 (2018): 69.
23
Ibid, 91-92.
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characters over a common melody. The theme and variations format reflects the tradition
of cantus firmus, the medieval European historical practice of setting original music to a
preexisting melodic “skeleton.” Like traditional Spanish passacaglia, repetition comes in
the form of a ground bass ostinato. Despite an homage to older styles and influences,
Biber’s originality innovates the passacaglia through instrumental and compositional
virtuosity, a variety of contrasting characters, and a structure that resembles a narrative
arc.
Structurally, Biber’s passacaglia is a theme and variations in ternary form. Set in
G minor, its opening two bars introduce an ostinato in the form of a stepwise descending
ground bass, with its outside sections following a i-V6-vi-V harmonic progression. The
inner section of the piece begins at m.75, where the stepwise melody harmonizes a VI-Vii-III progression (Ex. 6). From m.93 to the end, the original harmonic progression
returns, concluding on an altered G major chord.

Biber’s approach to the passacaglia successfully portrays a variety of contrasting
characters whilst maintaining a singular narrative arc. Variations with similar
articulations are organized together instead of juxtaposed; the variations between mm.2130 rhythmically resemble each other through their sixteenth notes, while musical material
between mm.27-30 are nearly indistinguishable with exception to the intervallic inversion
between triad and sixth. While the two variations between mm.61-64 do not share similar
rhythms, their ostinato bass are in similarly higher registers (Ex. 7). Biber demarcates
“character arcs” through thematic restatements seen in mm.19-20 and mm.39-40, brief
episodes that demarcate and transition through contrasting absences of musical event.
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Example 5: Biber, Passacaglia. Mm.1-50.
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Example 6: Biber, Passacaglia. Mm.72-80.

Example 7: Biber, Passacaglia. Mm.61-65.

3.7: Comparisons between Sonata No. 16 and Sonata No. 4
A frequent Baroque debate concerns the differences between the passacaglia and
chaconne, with Mattheson describing stylistic similarities due to the common use of a
theme and variation bassline.24 Both passacaglia and chaconne appear in Biber’s Rosary
Sonatas, Sonata No. 4 being set to a one-movement chaconne. Like that from Sonata No.
16 passacaglia, an ostinato bass in present in Sonata No. 4 in the form of a figured bass
continuo, the melody in the violin subject to variation (Ex. 8). In contrast, the chaconne’s
continuo melody is comparatively longer and sectionalized with double bars and
cadences. The chaconne’s stricter structure differentiates itself from the similarly
repetition-based but contrastingly improvisatory-like passacaglia.
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Example 8: Biber, Sonata No. 4. Mm. 1-12.

Theme and variations would continue to be a popular musical form for composers
after Biber, but the image of the passacaglia and chaconne would remain quintessentially
Baroque. While it would reappear in earnest through 20th Century Neoclassicism, some
Classical and Romantic composers would adopt the passacaglia as an exotic or nostalgic
novelty.
Chapter 4: Luigi Boccherini and Musica notturna dell estrade di Madrid
In contrast to the complex character studies of Baroque passacaglia and chaconne,
Classical composer Luigi Boccherini wrote a passacaglia of a more directly
programmatic and musically simpler character. Born in Italy, much of Boccherini’s
career would be spent under and defined by his patronage under Infante Luis Antonio and
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the city of Madrid.25 Many of his works are thematically Spanish, such as the Guitar
Quintet No. 4 in D major “Fandango” G 448, Guitar Quartet No. 9 in C major “La
Ritirata di Madrid” G 453, and the String Quintet Op. 30 No. 6 subtitled, “Musica
notturna dell estrade di Madrid.”

Composed in 1780, Boccherini’s String Quintet, Op. 30 No. 6 is a programmatic
chamber piece depicting various evening social events in Madrid such as prayer,
nightlife, and curfew.26 The fifth movement titled “passa calle” is translated into “street
dance”, stylistically returning to a Montesardo-like song. In contrast to the character and
narrative-oriented Baroque passacaglia, Boccherini’s interpretation centers around a
chordal repetition of I-IV-V-I played by two violins (Ex. 9). Additional programmatic
imagery is encouraged by the manner in which the violins pizzicato, Boccherini
instructing them to be strummed like a guitar with “imitando la chitarra.” Its form and
duration is brief, being a simple ternary (ABA) structure lasting only a couple of minutes.
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Christian Speck and Stanley Sadie, “Boccherini, Ridolfo) Luigi,” Grove Music Online, https://doiorg.ezproxy.uky.edu/10.1093/gmo/9781561592630.article.03337 (accessed June 4, 2020).
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John Henken, “Ritirata notturna di Madrid,” https://www.laphil.com/musicdb/pieces/3080/ritiratanotturna-di-madrid (accessed June 4, 2020).
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Example 9: Boccherini, Aufiehen der Militärischen Nachtwatche, V. Mm.1-8.

Boccherini’s passacaglia reflects Classical trends towards contrapuntal simplicity,
as well as a revisiting of the form before Baroque influence. In contrast to the
Enlightenment-informed character studies of Biber’s music, Boccherini evokes a distinct
Spanish program that imitates its source material with guitar-like rhythms and a song-like
melody. While not appearing to be an affect-dominated piece, Boccherini’s subject
matter ironically fits Mattheson’s assessment of the passacaglia as immediately
pleasurable.27 Being written after Biber and Bach, Boccherini’s passa calle is an early
nostalgic rendition of the dance’s earliest incarnation.
Chapter 5: 20th Century Expressionism and New Objectivity
German art in the early 20th Century included the cultural juxtaposition of
Expressionism and New Objectivity. An artistic style noted for emotional extremes,
Encyclopedia Britannica describes Expressionism’s visual imagery with, “… distortion,
exaggeration, primitivism, and fantasy through the vivid, jarring, violent, or dynamic

27

Lenneberg, “Rhetoric in Music,” 47.

21

application of formal elements.”28 A multidisciplinary movement, Expressionism appears
in visual art, drama and music. In a still from the 1923 science-fiction film Metropolis,
German filmmaker Fritz Lang uses monolithic imagery to exaggerate working class
society (Fig. 3). Igor Stravinsky’s music to the 1913 ballet Le Sacre du Printemps
fantastically evokes Russian paganism through harsh dissonance and asymmetrical
rhythms, while Nicholas Roerich’s exotic costuming and color palette departs from the
traditional image of ballet attire (Fig. 4). Expressionism is a frequent theme in the music
of Arnold Schoenberg, his 1909 composition Erwartung being a monologue of a
woman’s physical and psychological search for her partner, and the 1912 atonal song
cycle Pierriot Lunaire a depiction of a tragic clown’s psyche.29

28

“Expressionism,” Encyclopædia Britannica, (accessed June 4, 2020).
James M. Keller, Program Notes, “Bluebeard’s Castle and Erwartung” (David Geffen Hall, September
26-28, 2019).
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Figure 3: Nicholas Roerich, Costume Design for the Maiden of the Grotto (for Le Sacre du Printemps), 1910-21,
Gouache and India ink, 12 x 5 ½ cm, Metropolitan Museum of Art, New York.

Figure 4: Metropolis, directed by Fritz Lang (1927, Berlin; Universum Film, 2004), DVD.
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5.1: New Objectivity
The Nueue Sachlichkeit or New Objectivity art movement began in 1925 at an
exhibit curated by Gustav Hartlaub.30 Alternatively labelled as Post-Expressionist, New
Objectivity rejected psychologically dramatic subjects, its responding rhetoric favoring a
more emotionally detached commentary of contemporary society, popularly exemplified
in illustrations by German artist George Grosz. In the 1921 painting Grey Day, the spatial
partitioning of the investor, soldier and laborer metaphorized class divisions in a German
post-war population (Fig. 5). In a 1919 self-portrait, Grosz titled himself with the
utilitarian description of Made in Germany (Fig. 6). The artistic focus away from
emotionally charged avant-gardism towards a comparatively realistic style would be
expressed in the music of German composer Paul Hindemith (1895-1963), whose own
interpretation of a more “grounded” artistic language would be executed through the
revival of Classical and Baroque musical practices.

30

“New Objectivity,”
https://www.moma.org/s/ge/curated_ge/styles/new_objectivity.html#:~:text=The%20New%20Objectivity
%20(Neue%20Sachlichkeit,or%20idealistic%20tendencies%20of%20Expressionism
(accessed June 5, 2020).
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Figure 5: George Grosz, Grauer Tag, 1921, 115 x 80 cm, Nationalgalerie, Staaliche Museen zu Berlin.

Figure 6: George Grosz, Den macht uns kenner nach , 1919, photolithography, 11 3/16 x 9 9/16 cm, Malik-Verlag,
Berlin.

5.2: Paul Hindemith’s Neoclassicism as New Objectivity
Hindemith’s New Objectivity is expressed through stylistic conservatism and the
need for musical accessibility. In order to reach large audiences, many of his
compositions are explicitly intended for public use, constituting his subgenre titled
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gebrauchsmusik.31 Education is a primary method of outreach; in Hindemith’s preface to
his choral work Frau Musik, Op. 45 No. 1 (1928), he specifies the music’s intention as a
vocal exercise: “This music is written neither for the concert hall nor for the artist. Its
intention is to provide interesting and novel practice material for people who want to sing
and play for their own enjoyment or perform for a small circle of kindred spirits.”32
Hindemith’s pursuit of accessibility extends to accommodating flexible consumer
circumstances, the written introduction to his children’s opera Wir Bauen eine Stadt
(1930) explaining,
“A play for children: this means that this work was more intended as a
lesson and exercise for children themselves rather than for the
entertainment of adult audiences. The form of the work can be altered
according to the appropriate needs of the group of children involved:
songs can be omitted and… dances or scenes inserted.”33
Other methods of accessibility that define gebrauchsmusik include the promotion of
overlooked, traditionally non-soloistic instruments. Many of these pieces would enter
their respective instrumental repertoire, such as the Sonata for Trombone and Piano
(1941) and the Bass Sonata (1949). In order to break from the constraints of conventional
chamber ensembles such as string quartet and wind quintet, Hindemith would experiment
in nontraditional instrumentation, such as Kammermusik No. 1, Op. 24 No.1 for flute,
clarinet, bassoon, trumpet, harmonium, piano, string quartet and percussion. Hindemith
would additionally reach out to niche instruments; his Kammermusik No. 6, Op. 46 No. 1
(1927) being be a concerto for viola d’amore (a traditionally Baroque instrument). As a
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“Gebrauchsmusik (music for use),” https://www.hindemith.info/en/life-work/biography/19181927/work/gebrauchsmusik-music-for-use/ (accessed June 5, 2020).
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Paul Hindemith, Sing und Spielmusik für Liebhaber und Musikfreunde, Op. 45, (Mainz: B. Schott’s
Söhne, 1928) quoted in “Gebrauschsmusik (music for use).”
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Paul Hindemith, Wir Bauen eine Stadt, (Mainz B. Schott’s Söhne, 1931), 10.
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violist he composed several sonatas for his chosen instrument, displaying an original
musical style within his nuanced knowledge of the viola’s technical properties.
As opposed to directly imitating Baroque and Classical composers, Hindemith’s
Neoclassicism is instead an original, contemporary style referencing traditional practices
that are often supplemented by the selective use of melodic quotation. For example, his
orchestral composition Symphonic Metamorphosis on Themes by Carl Maria von Weber
uses incidental music written by the Romantic composer as an inspired setting for
original music, such as the use of jazz-like rhythms in the second movement trio inspired
by melodies from Weber’s Chinese Overture, J. 37.34 Folk melodies are central to the
1935 viola concerto Der Schwanendreher, its title named after the third movement theme
and variations that quotes the medieval German folk song, “Seid ihr nicht der
Schwanendreher [Aren’t You the Swan Turner]?” (Fig.7). As a fundamentally referential
work, the Neoclassicism present in Hindemith’s Sonata for Solo Viola, Op. 31 No. 4
(1923) doesn’t quote melody, but is instead inspired by Bach’s solo instrumental music,
specifically the Violin Partita No. 2.

34

Gene Anderson, “The Triumph of Timelessness over Time in Hindemith’s ‘Turandot Scherzo’ from
‘Symphonic Metamorphosis of Themes by Carl Maria von Weber,” College Music Symposium 36 1996: 8.
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Figure 7: Paul Hindemith, Der Schwanendreher.

5.3: Comparisons between Sonata for Solo Viola Op. 31 No. 4 and Bach’s Chaconne
Just as Bach’s Chaconne is the final and longest movement of his Violin Partita
No. 2, Hindemith’s Viola Sonata is structured as two brief movements followed by a
large-scale theme and variations. Hindemith’s opening theme in the third movement is
conservative in its harmony, with diatonic pitches and a conventionally sentenced phrase
structure (Ex. 10). Although cadencing on a C octave, his melody avoids major/minor
tonalities through the frequency of open fourth and fifth intervals, implying a decidedly
modal, even medieval sound. Even though the melody’s meter sounds ambiguous with
frequent changes in unwritten time signature, a ¾ meter is generally implied, occurring
more consistently in the melody’s later measures. With theme and variations as a finale,
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Hindemith’s triple-time rhythm and traditionally modeled phrase structure draw technical
resemblances to the opening theme of Bach’s Chaconne (Ex. 11).

Example 10: Hindemith, Sonata for Solo Viola, Op. 31 No. 4, III. Mm.1-12.

Example 11: Bach, Partita No. 2, V. Mm.1-11.

Structural decisions throughout the piece further mirror Bach’s violin music. For
example, both pieces follow a ternary (ABA) form with Bach’s middle section set to its
parallel major key, and Hindemith’s through a slower, more introspective tempo. The
latter concludes his first section with a thematic restatement, a practice mirroring Bach’s
thematic recapitulation in the Chaconne (Ex. 12, 13). Both pieces similarly conclude with
a final thematic restatement (Ex. 14, 15).

29

Example 12: Bach, Partita No. 2, V. Mm.126-132.

Example 13: Hindemith, Sonata for Solo Viola, Op. 31 No. 4, III. Mm.122-133.

Example 14: Bach, Partita No. 2, V. Mm.248-257.

Example 15: Hindemith, Sonata for Solo Viola, Op. 31 No. 4, III. Mm.245-255.
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In the pursuit to restore audience accessibility, Hindemith’s decision in turning
towards a Baroque-like style initially appears contradictory given the era’s image for
complex counterpoint and harmony set to a highly systematized, even emotionally
austere structure. However, the resurgence of and reminiscence of a technically dense
language can be musically accessible on the assumption of stylistic nostalgia. Like New
Objectivity’s turn towards a relevant realism away from fantastical Expressionism, the
“realism” of Hindemith’s Neoclassicism comes from the evocation of a musical style
seen as indispensable to the formation of Western musical language.

Chapter 6: Personal Performance Practices
For much of my musical studies, a successful performance has been based on 1)
technical preparation and 2) personal interpretative choices. Learning a composer’s
biographical and musical background has recently become a greater interest, its
information supplementing my technical and interpretative decisions. When approaching
Biber’s Passacaglia, I’ve gained a newfound appreciation of period performance
practice, and how it can communicate a more stylistically authentic interpretation within
the limits of my modern instrumental inventory. Researching Hindemith’s participation
in German art culture has clarified his musical legacy from an outlying 20th Century
novelty towards that which resembles a larger participation of reactionary necessity.
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6.1: Tuning in Biber’s Passacaglia
When performing Baroque music, a genre of decisions performers today must
consider is the degree to which period practice is to be considered, its topics ranging from
the choice of vibrato to the use of period instruments. Despite personally being a
musician who does not own or perform on instruments made during or modelled after
18th Century schematics, some period practices are still achievable in the search to be
more historically authentic.

Musicians today have choices of tuning that can greatly change a piece’s technical
requirements and emotional properties. In 19th and 20th Century music many pieces use
equal temperament, a system that divides the twelve pitches of the Western scale into
equal steps. This symmetrical division ensures that the intonation of pitches remains the
same in all keys, making common musical practices such as harmonic modulation and
enharmonic equivalents feasible. Despite its accommodation for more complex musical
functions, a compromise within equal temperament is the lack of intonational accuracy
within individual scale collections. In Biber’s music, one feasible form of historically
authentic performance practice is to set his music to just intonation. A tuning system that
identifies a pitch’s intonation based on whole frequency ratios (such as the Perfect Fifth),
allows pitches within their own scale collections to sound more consonant (in tune). In
contrast to the dissonant compromises that comprise equal temperament, harmonic
modulation is not easily achieved due to the non-transferable pitch intonation across
keys. Since Biber’s Passacaglia is exclusively set in G Minor, using just intonation can
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be effective performance practice that communicates the uniquely inherent timbres and
affective properties of the key.

6.2 Learning from Urtext and Performance Editions of Biber’s Passacaglia
Biber’s Rosary Sonatas were originally written for the violin, with violists
performing the work via transposition or through published transcriptions. The former is
the most immediately accessible, with the violist required to transpose pitches a perfect
fifth lower leaving the original left hand fingerings unchanged. Using direct transposition
gives the violist access to the composer’s original manuscript, any original bowings and
articulation (or lack thereof) encouraging a historically authentic interpretative and
performative process.

The Passacaglia’s modest popularity in the viola repertoire has resulted in
published transcriptions, including a 1975 arrangement by Walter Lebermann. In contrast
to Biber’s original manuscript, Lebermann’s transcription documents not only pitch
transposition, but includes decisions that alter some articulations, tempi and dynamics.35
In Mm.61-64 of the Passacaglia, Lebermann adds slurs in the upper voice that were
originally left unmarked, encouraging a more legato sound (Ex. 16, 17). At the piece’s
conclusion, Lebermann alters both articulation and dynamics, moving the piano dynamic
from the penultimate measure to m.129, as well as instructing the performer to perform
the chord at the measure’s downbeat in a descending manner (Ex. 18, 19). In a personal
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Heinrich von Biber, Passacaglia, ed. Walter Lebermann (Leipzig: Edition Peters, 1975), 1-4.
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decision, I have decided to edit the transcription’s dynamics to match the original violin
markings.

Example 16: Biber/Lebermann, Passacaglia. Mm.61-65.

Example 17: Biber, Passacaglia. Mm.59-65.

Example 18: Biber/Lebermann, Passacaglia. Mm.126-131.

Example 19: Biber, Passacaglia. Mm.125-131.

The variety of musical editions available today encourage choices for interpretive
decisions. In the context of Biber’s Passacaglia, violists today can learn the piece from
either a manuscript facsimile, an urtext (a reproduction of the manuscript in modern
typeface) or a performance edition/transcription. Both options come with their
advantages and shortcomings; using an urtext ensures the printed music is historically
authentic, representing the composer’s original musical intentions in their original
handwriting. The use of the performance edition includes an editor’s own interpretative
additions and alterations, encouraging one possible and (hopefully a) coherent
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interpretation. The potential shortcomings of the latter can similarly be attributed to
editor input; embellishments and articulations (such as slurs and trills) in Lebermann’s
edition are ultimately subjective decisions that can be emulated or dismissed. More
significant edits such as Lebermann’s dynamic changes require more scrutiny; should the
performer consider the validity of the editor’s changes to the music, or dismiss them in
favor of the composer’s original intention?

Personally, I have found that a balance between Lebermann’s edits and Biber’s
original manuscript encourages a historically authentic yet thoughtfully creative
performance experience. Some of Lebermann’s alterations are informative; the addition
of legato slurs in mm.63-65 not only change the character and tone color of the variation,
but visually demarcate and encourage a polyphony between the lower voice dotted
quarter-note and upper voice ornamentation. Although Biber’s original manuscript
contains fewer technical details than Lebermann’s edits, the latter’s freedom from
restrictive detail encourages more interpretative choice, provided they are stylistically
relevant. The Passacaglia’s urtext and performance editions are therefore useful for
different skill/knowledge levels. Lebermann’s transcription is appropriate for musicians
less experienced with Baroque music, providing supplemental instruction to achieve a
coherent interpretation. An urtext is appropriate for experienced performers, who can
supplement Biber’s original printings with their own embellishments, articulations and
other period-appropriate additions.
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6.3: The Importance of Learning Historical Context while Performing Hindemith’s Viola
Sonata Op. 31 No. 4
An important personal consideration in the performance process has been to be
convinced (or appear convinced) by a composer’s musical intentions. As was observed in
earlier chapters, analyzing Hindemith from an exclusively technical perspective yields
many similar stylistic techniques to Baroque composers such as an interest in
counterpoint and, in the case of the Op. 31 No. 4 viola sonata, a “retelling” of Bach’s
Chaconne. In the event a performer becomes unconvinced or perplexed by Hindemith’s
musical style, a common suggestion for performances has been to play Hindemith’s
music as if they were written by Bach.

While performing Hindemith as an anachronistically Baroque composer can be a
simple and effective interpretational solution, exclusively following a stylistic trope
potentially limits listeners and performers from potentially reasoning as to why his style
was developed. Similar to Biber’s influence from outside cultures, traditions and
contemporary intellectuals, Hindemith’s Neoclassical style is an expression of cultural
reaction away from Expressionism, atonality and post-Romanticism. When viewing
Hindemith away from an exclusively musical to a holistically historical context, his
initial reputation as a musical outlier has the potential to instead be viewed as one such
inspired expression of New Objectivity. If Hindemith’s Neoclassicism can be seen as an
expression of reaction against Expressionism, his choice to revert to a style inspired by
Baroque composers contextualizes his agenda.
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Chapter 7: Conclusion
While the passacaglia has often been identified as a Baroque invention, its
appearance in Western music begins centuries earlier in the Renaissance and culminates
in 20th Century Germany. Its place as a compositional trope through centuries of eras and
cultures suggests a more actively participatory role beyond 18th Century Baroque music,
presenting itself as a universal model to which a composer expressed their own musical
style significantly informed by their cultural tastes and circumstances. Although German
Neoclassicism assisted in a resurgent interest in the form, the passacaglia’s legacy and
influence would continue throughout the 20th Century, exemplified by the Three Cello
Suites (1964-1971) by British composer Benjamin Britten (1913-1976).36 Related to
passacaglia is the practice of musical repetition of which there is more universal
influence, most recently seen in the music of American minimalists. The appearance and
influence of the passacaglia and its related forms in the past and present ensures its
timeless relevance in the history of Western music.
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Terry Riley, Sunrise of the Planetary Dream Collector (1980)
Alongside Steve Reich and Phillip Glass, American composer Terry Riley (1935-)
is often credited with having popularized minimalism, a 20th Century musical style
characterized by repetition, the use of electronic and tape instruments, and a
nonteleological narrative. His most famous composition In C (1964) consists of a series
of prewritten musical phrases set to a repeating pitch to which performers are instructed
to repeat phrases as often or little as desired. In contrast to Reich’s interest in organic
rhythmic developments within phasing or Glass’s introduction of the movement into the
mainstream concert space and film genre, Riley’s own brand of minimalism carries
elements of jazz, requiring a performer’s incentive to improvise.
Like In C, performances of Sunrise of the Planetary Dream Collector are
distinctly collaborative endeavors, with Riley providing a list of musical phrases/modules
and the performers deciding its tempo, articulation, and character. The modules offered
are varied, from meditative to pointillistic, and single-measured passages to phrases that
span for longer durations. The open-ended nature of Riley’s composition emphasizes
creativity and experimentation rather than the final product of what is heard during the
performance. In other words, Riley’s music is devoted to the process of composition,
rather than product of what composition results in.
Sunrise of the Planetary Dream Collector was dedicated to and first performed by
the Kronos Quartet. There is no typical performance duration.
Charles Ives, String Quartet No. 1, “From the Salvation Army” (1896)
Charles Ives’s musical career was distinctly American in many respects. From a
historical standpoint, he was the first major American-born composer of American music,
his music often referential towards the popular tunes and church hymns he grew up with
in New England. Stylistically, Ives’s American individuality was expressed in an
enthusiastic avant-garde style, his free dissonance and polyphonic layering predating
many 20th Century European experimentalist movements. Despite his impressive
catalogue of compositions, music was a secondary vocation; most of Ives’s work and
fame during his life was dedicated to his highly successful insurance company. His
success as a businessman liberated him from the financial limits of composition, enabling
him to write music that was intensely personal and less concerned with gaining financial
and critical support.
Ives biographer J. Peter Burkholder identified the composer’s four main
influences; church music from his time as a chapel organist, European classicism from
his conservatory training, popular music from community and military bands, and an
interest in experimentalism that was encouraged by his father George.37 Written while a
student at Yale University, his String Quartet No. 1 already displays the dichotomy
between traditional composition and American musical vernacular against the occasional
outbursts of Ives’s trademark chaos.
37
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Originally a work for organ and quartet, the four movements were initially titled
“Chorale, Prelude, Offertory, Postlude”, named after events within the Lutheran church
service.38 The opening movement’s religious atmosphere is forefront, a serene four-part
chorale that resembles a Sunday hymnal or perhaps Ives’s depiction of a student’s
counterpoint exercise. The second movement shows Ives’s early hints at wit and
quotation, its opening section featuring melodies from “Beulah Land” and “Shining
Shore” juxtaposed with rhythmic episodes that imitate a string quartet losing its ensemble
cohesion. The penultimate movement showcases a more genuine reverence, opening with
a chorale based on the popular American tune “Come, Thou Fount of Every Blessing.”
Energetic discord permeates the finale, its jaunty opening march immediately
disintegrating into an enthusiastic second violin cadenza. The coda is exceptionally
creative, with all four players simultaneously playing four different hymns in different
time signatures that, in salutation to the movement’s “Postlude” namesake, concludes
with a victorious, if not ironic plagal cadence.
A typical performance of the String Quartet No. 1 is approximately 23-25
minutes.
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Joan Tower, Wild Purple (1998)
Joan Tower (1938-) is credited as being the first major American woman
composer as well as among the first major woman composers to reach 20th Century
mainstream recognition. Her musical style is varied, an initial interest in serialism while a
student giving way towards a more Impressionistic style complimented by a rhythmic
drive inspired by her childhood in Central America. Some of her most famous
compositions include the chamber composition Petrouschskates (1980), the tone poem
Sequoia (1981) and a series of short orchestral pieces under Fanfare for the Uncommon
Woman (1986-2016). Named Musical America’s 2020 Composer of the Year, Tower has
been composer-in-residence for a number of prominent orchestras including the St. Louis
Symphony, Pittsburg Symphony, and the Orchestra of St. Luke’s.
Color is a recurring theme in Tower’s music with Wild Purple being a particularly
synesthetic expression. She writes,
“I always thought of the viola sound as being the color
purple. Its deep resonant and luscious timbre seems to
embody all kinds of hues of purple. I never thought of the
viola as being particularly wild. So I decided to try and see
if I could create a piece that had wild energy in it and meet
the challenge of creating a virtuosic piece for solo viola.”39
Wild Purple was dedicated to and first premiered by violist Paul Neubauer and would
later inspire Tower’s 2005 viola concerto Purple Rhapsody. A typical performance lasts
6-7 minutes.
Max Reger, Suite No. 1 in G minor, Op. 131d (1914-15)
Max Reger (1873-1916) enjoyed a versatile career as a teacher, keyboardist,
conductor and composer. As a composer, he was noted for an adherence to Baroque
tradition; he wrote a number of works for organ and set many of his works to fugue and
variation form. His traditionalism in fin de siècle Europe defined his music as among the
last of the exclusively classicists of Europe.
The Three Suites, Op. 131d for solo viola are modelled after the solo instrumental
music of Bach, the First Suite remaining its popular entry. Its four movements follow
traditional harmonies and forms, with every moment set to ternary or da capo (ABA)
structure. The deliberate tempo of the first movement prelude establishes the suite’s
serious, studious character. The second movement functions as the suite’s scherzo, its
seriousness interjected with the occasional hemiola and subito dynamics, as well as a
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contrastingly peaceful middle trio. Counterpoint is integral to the penultimate movement,
with the opening theme prominently featuring harmonic tension through the use of
double stops. The finale is brief, its perpetuum mobile of rapid sixteenth-note arpeggios
an homage to virtuosic keyboard music of the past, ending on a sudden yet empathetic Gminor cadence.
A typical performance of the Suite No. 1 is typically 11-12 minutes.
J.S. Bach, Suite No. 2 in D Minor BWV 1008 (1717-23)
Besides the Six Violin Sonatas and Partitas, the Six Cello Suites remain
unmatched in their ability to display the technical and musical capabilities of stringed
instruments. Believed to have been composed between 1717-23, the six suites, despite
varying keys, character, and instrumentation (the Suite No. 5 was written in an alternate
tuning, and the Suite No. 6 for a five-stringed instrument), all encompass the common
Baroque suite structure of an opening prelude accompanied by a series of dances. Several
dances originate outside Germany, the courante coming from France, the sarabande a
French dance with early roots in Latin America, the gigue from the British Isles, and the
opening prelude likely borrowed from the improvisatory-like keyboard toccatas of
Baroque Italy.
Despite being a staple of the classical repertoire today, the suites languished in
relative obscurity for many years, with many assessments from subsequent composers,
performers and critics dismissing them as mere technical exercises. Spanish cellist Pablo
Casals was responsible for the suites belated entry into the classical repertoire, first
recording them in 1936 and violists adopting the suite soon after.40
Suite No. 2 is one of two suites set to a minor key, the other being the Fifth Suite
set to C minor. While an overall emotionally stern piece, emotional variety is still
present. The second movement allemande’s frequent use of empathetic chordal cadences
imply a stately atmosphere, while the third movement courante is an exciting virtuosic
display of the performer’s string crossings. The final movement gigue is relatively
optimistic, with the prevalence of a quarter-note and eighth rhythm implying a skipping
foot pattern. A typical performance of the Second Suite is approximately twenty minutes.
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Erich Wolfgang Korngold, String Quartet No. 1 in A Major (1920-23)
Today, Austrian-American composer Erich Wolfgang Korngold is best known as
among the first major film composers of the Hollywood film industry, alongside Max
Steiner (the film composer of King Kong) and Bernard Herrmann (who often collaborated
with director Alfred Hitchcock). Some of Korngold’s most outstanding works are the
film scores to The Sea Hawk and King’s Row, the latter serving as the musical inspiration
for John Williams’s music to Star Wars. As a concert composer, his most famous
composition is the Violin Concerto, commissioned by violin virtuoso Jascha Heifetz and
featuring many melodies from his film catalogue.
A child prodigy, Korngold’s talents were immediately recognized by Gustav
Mahler, who after hearing the young Korngold’s composition Gold, recommended him to
study with noted composition teacher Alexander Zelimsky. Other European namesakes
came to recognize his early achievements including Giancarlo Puccini and Richard
Strauss, the latter who declared that entering conservatory would serve to only slow his
musical career.41
Written during his early 20s while living in Vienna, the First String Quartet
already reflects Korngold’s technical mastery as well as homage towards Strauss and
early Arnold Schoenberg. The first movement’s extended sonata form revolves around a
rising sixteenth-note gesture and a contrasting lyrical melody. An intense counterpoint
characterizes the second movement, the frequency of double-stops giving an impression
that more than four instrumentalists are present. The third movement intermezzo is a
scherzo, a lyrical melody introduced in the cello that contrasts between triple-time dance
and relaxed episodes. The finale is an optimistic march, a Neoromantic style that would
foreshadow Korngold’s future career in Hollywood.
A typical performance of Korngold’s String Quartet No. 1 is approximately 32-35
minutes.
Jessie Montgomery, Voodoo Dolls (2008)
Born in 1981, New York native Jessie Montgomery has become closely
associated with social justice, collaboration, and an interest in non-Western styles. Since
1999, Montgomery has often collaborated with The Sphinx Organization, a Detroit-based
arts promoting African-American and Latino representation and careers in classical
music. As a composer, Montgomery’s works have been recognized and performed by
renowned arts organization including the New York Philharmonic, Atlanta Symphony,
New World Symphony and the Silkroad Ensemble.42
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Commissioned in 2008, Voodoo Dolls was written for the JUMP! Dance
Company of Rhode Island. She writes,
“The choreography was a suite of dances, each one
representing a different traditional children’s doll: Russian
dolls, marionettes, rag dolls, Barbie, voodoo dolls… The
piece is influenced by west African drumming patterns and
lyrical chant motives, all of which feature highlights of
improvisation within the ensemble.”43
A typical performance of Voodoo Dolls is five minutes.
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(accessed March 6, 2020).
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Program
Suite for Viola and Piano, B. 41 (1919)
Lento-Allegro-Moderato
Allegro ironico
Lento
Molto vivo

Ernest Bloch
(1880-1959)

INTERMISSION
Sonata for Solo Viola, Op. 25 No. 1 (1922)
Broadly
Very fresh and taut
Very slowly
Raging tempo, wildly. Beauty of tone is of secondary importance
Slowly, with great emotion
Sarasateana (1950)
Tango. Allegro moderato
Polo. Allegro moderato
Malagueña. Amabile
Zapateado. Allegro moderato

Paul Hindemith
(1895-1963)

Efrem Zimbalist Sr., edited by William Primrose
(1889-1985) and (1904-1982)

For recording purposes, please hold applause until after each set/piece and have cell phones on silent. As a courtesy
to performers and other audience members, please turn off and put away all electronic devices. The use of recording
and photographic equipment is permitted only by approved University personnel. No food or drink is permitted in this
performance venue. We ask that you remain seated throughout the performance and, if you must exit, that you wait
until applause.
This recital is presented in partial fulfillment of the requirements of the Doctor of Music in 2019. Austin Han is a
student of Dr. Wendy Yates.
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Ernest Bloch, Suite for Viola and Piano, B. 41 (1919)
Despite its popularity amongst violists and its well-established prominence within
the viola repertoire, Ernest Bloch’s Suite for Viola and Piano remains rather marginalized
in the greater chamber music canon. This may be due, in part, to its distinct harmonic
style and program, which is markedly different from the composer’s more famous,
Jewish-inspired programmatic pieces.
Raised in a devout Jewish family and encouraged to become a rabbi before
turning to music, religion has played a critical influence in Ernest Bloch’s compositions.
Many of his prominent pieces draw upon cultural narratives, such as the words of King
Solomon in his cello convert, Schelomo, and imaginings of passages from the Torah in
Baal Shem for violin and orchestra. It would, however, be incorrect to summarize Bloch
as a composer of exclusively Jewish programmatic material or musical style. In the case
of the present Suite, Bloch initially programmed each of the four movements to evoke
images for Far Eastern landscapes and cultures, or, at the very least, imaginings of
them.44
Although Bloch wrote a program describing the contents of the Suite, he later
retracted it in favor for giving the audiences and opportunity to create their own narrative
interpretations. The first movement, originally titled “In the Jungle,” opens with an
abrupt flourish in the piano leading to a rhapsodic prelude, reminiscent of Bloch’s earlier
composition for viola and piano, Suite Hebraiqué.45 The second movement’s marking of
“Allegro ironico” and initially titled, “Simian Stage” is a brief scherzo of a mischievous,
nefarious character, giving way to a lyrical interlude reminiscent of the first movement.
Time appears to stand still in the third movement, with a lonely viola melody floating
above mysterious arpeggios and rumbling trills from the piano’s lowest registers. Its
nocturnal atmosphere is closely related to the nigh-music for Béla Bartók, and even
brings to mind the Tahitian landscapes by French painter Paul Gauguin. The final
movement is probably the least questioningly exoticist; the piano immediately enters with
a chiming pentatonic (i.e. Chinese) ostinato. Melodic allusions to the preceding
movements bring the suite to a brisk conclusion.
The suite was written and premiered at the Berkshire Chamber Music
Competition in 1919 by Louis Bailey and Harold Bauer.46 A typical performance lasts
thirty minutes.
Paul Hindemith, Sonata for Solo Viola, Op. 25 No. 1 (1922)
Originally trained as a violinist, Paul Hindemith’s interest in the viola began in
1919, shortly after becoming the concertmaster of the Frankfort Opera Orchestra. It
44
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quickly became his favorite instrument, and he enjoyed a successful performing career,
founding the Amar Quartet in 1921 and premiering William Walton’s Viola Concerto.47
His preference for the instrument resulted in an impressive compositional catalogue for
the viola, some of which have become standard repertoire, and all of which is performed
frequently be violists today. As a composer, however, his place in the musical canon is
more complicated. A computer of a perpetually evolving and experimental style, his
compositional catalogue has been described in often conflicting terms as a romantic,
atonal, expressionist, anti-expressionist, modernist, neoclassical, and even jazz-like.48 In
many cases, including the Sonata for Solo Viola Op. 25 No. 1, Hindemith’s musical style
is unpredictable, balancing impetuous rhythms and bracing dissonance with melancholic
lyricism and tenderness.
This sonata, though dissonant in harmony, nevertheless contain many influences
derived from the musical styles of previous eras. Each movement is introduced by a
motive that defines the following material, always present in compositional
manipulations and returning in recognizable form after brief developmental explorations.
The first movement, like all succeeding movements, is in ABA form; its three quarternote statements always interrupting the flow of the music. The second movement, the
most chromatically active, follows many traditional rules of part-writing such as voice
leading and counterpoint, an indication of Hindemith’s connection to Bach. The fourth
movement is perhaps one of Hindemith’s briefest and most infamous compositions. Its
tempo is dictated as “Quarter Note = 600-640” with the explicit instructions of “beautiful
tone is of secondary importance.”49 Asymmetric rhythms and always changing between
triple and duple meters and reminiscent of jazz beats, and the C-string ostinato brings an
almost machine-like grind.
The Sonata for Solo Viola, Op. 25 No. 1 was premiered by the composer on Mach
18, 1922 in Cologne, Germany.50 A typical performance lasts fifteen minutes.
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Program
Suite No. 3 in C Major, BWV 1009 (1717-23)
Prelude
Allemande
Courante
Sarabande
Minuet I/II
Gigue

J.S. Bach
(1685-1750)

Sonata in F for Viola and Piano, Op. 11 No. 4 (1919)
Fantasy
Theme and Variations
Finale (with Variations)

Paul Hindemith
(1895-1963)

-Brief PauseSonata for Viola and Piano (1919)
Impetuoso
Vivace
Adagio-Allegro

Rebecca Clarke
(1886-1979)

For recording purposes, please hold applause until after each set/piece and have cell phones on silent. As a courtesy
to performers and other audience members, please turn off and put away all electronic devices. The use of recording
and photographic equipment is permitted only by approved University personnel. No food or drink is permitted in this
performance venue. We ask that you remain seated throughout the performance and, if you must exit, that you wait
until applause.
This recital is presented in partial fulfillment of the requirements of the Doctor of Musical Arts in 2019. Austin Han is a
student of Dr. Tzeying Wu.
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J.S. Bach, Suite No. 3 in C Major, BWV 1009 (1717-23)
Besides the Six Violin Sonatas and Partitas, the Cello Suites remain unmatched in
their ability to display the technical and musical capabilities of stringed instruments.
Believed to have been composed between 1717-23, the six Cello Suites, despite varying
keys, character, and instrumentation (the Suite No. 5 was written in an alternate tuning,
and the Suite No. 6 for a five-stringed instrument), all encompass the common Baroque
suite structure of an opening prelude accompanied by a series of dances. Several dances
originate outside Germany, the courante coming from France, the sarabande a French
dance with early roots in Latin America, the gigue from the British Isles, and the opening
prelude likely borrowed from the improvisatory-like keyboard toccatas of Baroque Italy.
Despite being a staple of the classical repertoire today, the suites languished in
relative obscurity for many years, with many assessments from subsequent composers,
performers and critics dismissing them as mere technical exercises. Spanish cellist Pablo
Casals was responsible for the suites belated entry into the classical repertoire, first
recording them in 1936 and violists adopting the suite soon after.51
Set to C Major, Suite No. 3 is associated with a welcoming and optimistic
character. The opening prelude takes full advantage of the instrument’s natural
accommodation for the key, with the latter half of the opening prelude being an extensive
harmonic progression set to a G drone. The bourrée I/II is notable for being partially set
in the respective parallel and related keys of C minor and Eb major, and are perhaps the
most famous of Bach’s solo instrumental compositions, frequently appearing in the
pedagogical string repertoire of the Suzuki Method. A typical performance of the Third
Suite is approximately twenty minutes.
Paul Hindemith, Sonata in F for Viola and Piano, Op. 11 No. 4 (1919)
The Op. 11 No. 4 sonata represents the culmination of Hindemith’s personal
embrace of the viola from violin, as well as a display of his compositional transition from
post-Romanticist to a more highly structured Neoclassical voice. Initially the
concertmaster of the Frankfurt Opera Orchestra in 1917, Hindemith would later establish
the Amar String Quartet as its violist as well as compose the substantial Op. 11 No. 4 and
No. 5 sonatas for viola/piano and solo viola.52
Unlike his later neoclassical works that are defined by an adherence to dense
counterpoint and rigid structure, the 1919 sonata shares many harmonic and musical
similarities with then-contemporary Romantic and Impressionistic models, the opening
movement immediately reminiscent of Cesar Franck, and the folk-song style melody
evoking Impressionist composers in its modal (as opposed to tonal) harmony. The sonata
is unconventional in its structure; its three movements are played without pause, the
opening movement lasting only a couple minutes, the final movement longer and
complex than the preceding two movements combined.
51
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Even as early as 1919, Hindemith already demonstrates an interest in Classical
form and structure, with his latter two movements a series of seven variations on a
melody. Although the last movement is a continuation of the theme and variations begun
by the prior movement, the third movement is unique in its hybridity of form. Variations
of the folk melody continue to appear within the context of a sonata structure, original
musical material and development coinciding with new permutations of the theme.
A typical performance of the Opus 11 No. 4 sonata lasts approximately 15-18 minutes.
Rebecca Clarke, Sonata for Viola and Piano (1919)
Music was a promising vocation for British composer Rebecca Clarke; she had
studied composition at the Royal College of Music under Sir Charles Villiers Stanford
(who taught fellow English composers Gustav Holst and Ralph Vaughan Williams) and
studied viola under famed viola virtuoso Lionel Tertis (the dedicatee of William Walton’s
Viola Concerto). Like many accomplished woman musicians however, societal
expectations curtailed her full musical potential, later giving up composing to tend to the
expected duties of a spouse.53
Clarke’s viola sonata was composed for the 1919 Berkshire Chamber Music
Competition where out of over seventy entrants she tied for first place alongside Ernest
Bloch’s own Suite for Viola and Piano. Given the requirements for composers to submit
their works under a pseudonym, some were so impressed by Clarke’s submission that
they believed that her name was in fact a pseudonym for Bloch himself.54 Bloch’s
composition was eventually chosen as the grand prize winner in a tiebreaker vote, but
both works have remained equally significant to the viola repertoire and universally
appreciated for their compositional virtuosity.
Like other fellow post-Romantic English and French Impressionist composers,
Clarke’s harmonic interests are defined by nontonal harmony and folk music, influences
appearing in the forms of pentatonic and whole tone scales and dance. The first
movement begins with a fanfare introduced by the viola alone, with a more serene
contrasting idea interspersed. The second movement is of a similar structure, a lively
gigue accompanied by a contrasting lyrical melody. The last movement, the longest, is
structurally freer in contrast to its previous movements. With a tempo marking of adagio
and later quasi fantasia, melodies and variations are introduced in an improvisatory
manner, concluding with a restatement of the opening fanfare in the first movement.
The Viola Sonata has gained popularity in recent decades, with a transcription
made available for cello, and a recently published orchestration for viola and orchestra by
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Ruth Lomon.55 A typical performance of the Sonata for Viola and Piano is approximately
twenty minutes.
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